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CHAPTER I 
I N m O D U C T I O N  
From the  t i n e  Dan began t o  make v e s s e l s  f r o n  c l a y  he 
has  been decora t ing  them f o r  a  g r e a t  v a r i e t y  of reasons.  
Unsat i s f ied  wi th  the  p l a i n e s t  o r  most obviously techno- 
morphic s u r f a c e s ,  he has  been r e f i n i n g  and a l t e r i n g  the  
e x t e r n a l  a s p e c t s  of p o t t e r y  f o r  such purposes a s  i d e n t i f i c a -  
t i o n ,  f o r  r e l i g i o u s  o r  magical symbolism, t o  add elements of 
s t o r y - t e l l i n g ,  o r  f o r  t h e  a e s t h e t i c  enrichment of t h e  forms. 
The c u s t o ~  of nany e a r l y  c i v i l i z a t i o n s  was t o  p lace  
t o o l s  and household u t e n s i l s  i n  the  tomb of t h e  deceased t o  
b e  used i n  t h e  a f t e r - l i f e .  Many of these  o b j e c t s  were aade 
of c l a y  and have survived u n t i l  t h e  ~ r e s e n t  t i m e  b e c a u s ~  of 
tho  d u r a b i l i t y  of f i r e d  c l a y  and t h e  ? r o t e c t i o r  of b u r i a l  
from weathering and vandals.  The decora t ions  f o m d  on these  
p ieces  have provided i n t e r e s t e d  s tuden t s  with an i ~ s i g h t  l n t o  
the  2 ~ v e l o ~ m e n t  of each c i v i l i z a t i o n .  Although the  ~ e a n l c g s  
of ~ o s t  ornanentat ion a r e  l a r g e l y  based or conjec ture ,  an2 
whlle nost  of the v a r i a t i o n s  wst have s t a r t e d  with t echn ica l  
cons ide ra t ions ,  t h e r e  a r e  Tany of t h e  ~ o t i f s  t h a t  a r e  
I ~ ~ e d i a t e l y  i d e n t i f i a b l e  as h a v i n ~  been derived from nature.  
Since the  time of the  I n d u s t r i a l  hevolut ion design 
has been s a c r i f i c e d  i n  t h e  nod i f i ca t ion  of forms and 
2 
decorat ions f o r  expediency i n  mass production. Much of t he  
po t t e ry  seen on the  market today no longer e x h i b i t s  a c lay  
qua l i ty .  I n d u s t r i a l  des igners  no longer work d i r e c t l y  with 
t he  mate r ia l ,  and t h e i r  decorat ions o f ten  do no t  f i t  the 
forms. Therefore, the  r o l e  of t he  a r t i s t - p o t t e r  i s  t o  
explore the  p o s s i b i l i t i e s  of making h i s  work show o u a l i t i e s  
inherent  t o  the clay. Po t t e r s  of today can bene f i t  from 
what has  been accomplished i n  the  pas t .  The ancient  works 
must be viewed with an open mind t o  see how the  problems of 
decorat ing were solved. 
This p o t t e r  f e l t  t h a t  by making a study of the  work 
of t he  p a s t  he could discover how the  e a r l y  craftsmen have 
success fu l ly  solved t h e i r  problems of decoration. Since 
na tu ra l  forms have always formed a bas i s  f o r  design, the  
p o t t e r  f e l t  t h a t  it would be p r o f i t a b l e  t o  make a study of 
t he  "Adaptation of Forms i n  Nature t o  Po t te ry  Decoration." 
This problem was discussed by the  p o t t e r  w i t h  Richard Fair-  
banks, assoc ia te  professor of a r t ,  who i s  i n  charge of the 
po t te ry  c l a s s e s  a t  b a k e  University.  They found t h a t  the  
problem consisted of studying the  pa t t e rns  based on botan- 
i c a l  and zoologlcal  forms which were success fu l ly  used on 
h i s t o r i c a l  wares, then seeking new ways t o  u t i l i t e  the same 
o r  s imi l a r  sources from na ture ,  and a l s o  seeking new and 
untr ied  pa t t e rns  i n  nature. 
CHAPTER I1 
REVIEW OF DECORATIONS ON HISTORICAL WARES 
Since most e a r l y  cu l tu re s  have used decorative motifs 
based on pa t t e rns  of nature ,  the re  is  an abundance of mate- 
r i a l  which can be studied. However, t h i s  study w i l l  include 
only the more outstanding or  typ ica l  exaaples of pa t te rns  
used by various c i v i l i z a t i o n s .  
No one group of people can be credi ted  with the  
invention of pottery.  A s  the  e a r l y  people began t o  leave 
t h e i r  nomadic l i f e  the  development of po t te ry  began, almost 
accidenta l  i n  or ig in .  The very e a r l i e s t  pieces were proba- 
b ly  reed baskets l ined with c lay  t o  strengthen and water- 
proof them. When such a basket was acc iden ta l ly  s e t  near a 
f i r e ,  it was noticed t h a t  the  c lay  hardened. If t h i s  i s  
t r u e ,  then the basket t ex ture  i n  the c lay  was probably the 
f i r s t  type of decoration. Such pieces have been dated no 
l e s s  than 8000 years ago i n  the  Keoli thic and Early Bronze 
ages. The s p i r a l  and double s p i r a l  were a l s o  used frequently 
i n  decorations. Examples of pot tery  from t h i s  period have 
been found i n  China, South Russia, Egypt, and both Ameri- 
cas.  1 
' ~ l e n n  C. Nelson C cg (New York: Holt, Rlnehart 
and ::inston, Inc.,  1960j,  :EbY52-153. 
I. MEDITERHANEm PRE-GREEK WARE 
During the Mediterranean Pre-Greek e r a  the re  was much 
progress made i n  t he  f i e l d  of pottery.  The Babylonians and 
Egyptians were using glazes ,  and work with the  p o t t e r ' s  wheel 
was begun. The Etruscans,  1000 t o  200 B.C., used a o t i f s  of 
f lowers and horses i n  decorat ing but a r e  b e t t e r  known f o r  
t h e i r  ceramic sculpture.  1 
The Cretans,  a l s o  known a s  the  Aegeans o r  Minoans, 
made much advancement i n  p o t t e r y  a s  it took on an importance 
i n  the  realm of commerce f o r  them. In  t he  work of the  Cre- 
t ans ,  a tendency toward the use of natural ism i n  decoration 
i s  seen. "Motifs were derived from sea l i f e  such as  dol- 
phins,  seaweed, o r  the  octopus. n2 Figure 1 shows the  famous 
Octopus b o t t l e  of t yp i ca l  MAnoan design f r o a  Crete,  16CO- 
1500 B . c . ~  White l l l y  blossoms and the o l i ve  branch were 
a l s o  used a s  well  a s  o ther  botanical  and animal forms. 
"Aegean a r t  i s  d i r e c t l y  expressive of an ac t i ve  people i n t i -  
mate with nature." 4 
~ b d ,  pp. 156-157. 
 elen en Gardner, Throuah the Ages, ed. Sumner YcK. 
Crosby ( fou r th  ed i t i on ;  Yew York: Farcourt ,  Erace and Com- 
pany, Inc. ,  19591, p. 102. 
4 Gardner, pp. G., p. 104. 
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11. THE GREEK PERIOD 
The Greeks, or  Hellenes,  seem t o  have or ig inated  from 
a  mingling of Aegean people and Indo-European invaders.  The 
f i r s t  of these  formed the Mycenaean c i v i l i z a t i o n  on the  
Peloponnesos about 160C B . c . ~  The work of t he  Mycenaeans 
shows much Aegean influence with b i rd s ,  o l i ve  branches and 
other  n a t u r a l  forms being used. Figure 2 shows a  l a t e  
Mycenaean k r a t e r ,  a  bowl used t o  mix wine with water, deco- 
r a t ed  with a b u l l  and a b i rd .  The decorat ion was made t o  
f i t  the  space completely. The treatment of the  space shows 
imagination which i s  a l s o  seen i n  t he  t ex tu re s  and d o t s  used 
i n  the  eye and t a i l  of t h e  bu l l .  2 
Then, a s  one looks a t  the t rue  Greek per iod,  one sees  
d i f f e r e n t  e r a s  which have been ca l l ed  t he  Geometric period,  
1100-700 E.C.; t he  Orienta l ized o r  Corinthian period,  7CO- 
600 B.C.; the  Black-figure s t y l e ,  600-530 E.C.; t he  Fed- 
f i e u r e  s t y l e ,  520-400 B.C. ; and the  White ground and Florid 
s t y l e ,  400 E.C. The Greek a r t  of po t t e ry  f lour i shed  i n  i t s  
beginning but  it degenerated i n  q u a l i t y  a s  i t s  purpose 
became s o l e l y  a surface  f o r  p i c t o r i a l  decorat ion.  3 
1 I b i d . ,  p. 106. 
*:larguerite Wildenhain, Pot tery:  F ~ r m  and Exmession 
(New York: Feinhold Publishing Corporation, l a6Q) ,  rp .  1?3- 
106. 
Figure 2. Mycrnaean k r a t e r .  (Copy from Marguerite Wildenhain Pot te rv :  
( N e w  York: Reinhold Publishing Corpora t ion ,  1960j, Plate No. 
8 
During the  Geometric period the  Greeks adopted and 
expanded the production of po t t e ry  f o r  t rading from the  
Aegean culture. The Greeks d i d  not  use the f lowers o r  
o ther  organic forms of the  Cretes  but used abs t rac ted  forms 
and " d e l i g h t f u l l y  s t y l i zed  figures. Many of t h e i r  wares 
were decorated with bands of geometric mot i fs  and human 
f i g u r e s  and occasional s t y l i z e d  na tu ra l  forms. The ware was 
genera l ly  t an  with brown s l i p - l i k e  decorat ion.  Figure 3 
shows a d e t a i l  from a Dipylon s ty l ed  Geometric amphora, a 
general  s to rage  jar .  This  drawing shows a funera l  procession. 
"Though the  drawing i s  p r imi t ive  and the  f i g u r e s  are  syabol- 
I c a l ,  the decorat ive  q u a l i t y  i s  f a r  more e f f e c t f v e  than i n  
l a t e r ,  more n a t u r a l i s t i c  drawing. "* They l a t e r  became more 
concerned with the  n a r r a t i v e  and chysica l  appearance of the  
f i g u r e s  than with t h e i r  decora t ive  q u a l i t i e s .  
The Greek botanical  pa t t e rn s  were q u i t e  n a t u r a l i s t i c ,  
and i n  most of them the  p l an t  can be recognized. The most 
simple forrn i s  too conventional t o  be c lassed a s  any type of 
p lant .  T h i s  ornament was begun in t he  e a r l y  Geometric 
period but i s  used more f requen t ly  i n  the l a t e r  periods. 
Figure 4 shows t h i s  ornament as  i t  would be found around the 
 e el en Gsrdnsr A r t  Throw& the A ~ e s  ( t h i r d  ed i t i on ;  
New Yorkr Harcourt, Brace and Conpany, Inc., 19491, pp. 147- 
148. 
Figure 3 ,  Deta i l  from Dipylon styled anphora. Greek 
Geometric period. (Copy from Helen Gardner, Art Throunh 
Aaes ( th ird  edition; New York: Harcaurt, Brace and Coqany,  
I n c , ,  19481, p .  148.) 
Figure 4. Radiating leaves found around base of 
Geometric styled vase. (Copy from Arthur Lane S t y l e  
(London: Oxford University Press, 19481, Plate  5 ,  
base of a vase with the leaves radiating from the foot ,  
pointing upward. This was used on some Geometric styled 
pieces. I 
Then, as  the Greeks began t o  expand their trading, 
some evidences of influences of the Bear East are seen in 
the pottery. Xn thf s perf od, known as the Cclrlnthlan or 
Orientalfeed p e r i d ,  Inflaence fro9 Assyria is seen in the 
"rows of animals, winged beasts, end rosettes.$ The to%us 
flower e? bub is of *iea+bl mfg%n but was us& 'fry %be 
E g y y t i m s  and It ca-e to the Greeks ,*GB E g y p t ,  The lams 
f'3.ower azd bad first ~ a d e  I t s  appearance h %reek vase 
painti= -fag +&B pre-Ch~fs%Sm 7%2i ceaWry zunrj was ~ s &  
Ao a E a r ~ l  ~ ~ E X F F ,  % so= vases ma 3s-s lQ~wer is asd 
as a frieze wlt3 altema4,3zg ,Qlwcrs mr3 h d s  as ~ B m m  
i n  Figure S a 3  In the Corinthian and early Black-figure 
wares the lotus  flower I s  combined i n  d i f ferent  ways with 
the palmette and tendrils  for  ornamentation of necks, under 
handles, or above panels. Figure 6 shows a s ~ e t r l c a l  
arrangement of palmattes and lotus  flowers. 
4 
'Arthur Lane Stvle Potterv (London: Oxford hi- 
vers i ty  Press, 19483, p .  23. 
 e el en Gerdner, Art Throuph the A w s ,  ed. Suwer IcK. 
. -Crosby (fourth edit ion; Xew York: r?rcourt, Brace and Corn- 
pany, Inc . ,  19591, p.  134. 
3 H. B. Walters, of c e t Pot e (London: 
*An a 2 2 5 .  John Furray, Albemarle Street, W . ,  1 9 ,  
4 
 bid., p.  227. 
Figure 5. Lotus flowers and buds. (COPY from H. B e  
Walters, History a Ancient Potters (London: John h r r a y ,  
Albemarle Street ,  w.,, 11, 2 2 5 . )  
Finure 6 .  Palmettes and Lotus Flowers. (CODY from 
~ A -  
H. 8 .  ~ a l t e r s ,  History of Apcient Potte (Lmdon: John 
Murray, Albemsrle Street ,  W., lQC5&227.) 
The Greeks now became mainly concerned wlth t h e i r  own 
i n t e r e s t s  and the decoration of the 7ot tery shows the human- 
i s t i c  preoccupation a t  the expense of the decorative geo- 
metric motifs which had been used. By the 6th century B.C. 
the Black-figured ware was the most prevalent. In the ear ly  
pa r t  of t h i s  period the vases were decorated with concentric 
bands of human and animal f igures.  "These a re  painted i n  a 
brownish-black glaze wi th  touches of white or purple on the 
natural  reddish clay of the background."' Although t h i s  
pigment i s  here referred t o  a s  a glaze, it i s  not considered 
a t rue  glaze by others. This pot ter  f e e l s  tha t  i t  i s  a p ig -  
ment as  i s  s ta ted by Arthur Lane: 
From the seventh t o  the f i f t h  centuries B e C o  the 
Greeks refined the old earthenware materials t o  the 
l i m i t  of what was possible, and in par t icu lar  developed 
a glossy Slack pigment produced by the d i f f e r e n t i a l  
action of f i r e  on a wash of clay disintegrated in to  i t s  
f i n e s t  elements by an admixture of potash, T h i s  was not 
a slaze;  it d i d  not  melt i n  the f i r e ;  and i t  retained 
the sharpness of the pa in ter ' s  t a c h .  Glaze should 
soften painting on or under it; it always softens the 
outl ine of a po t  by f f l l i n g  i n  the angles and depres- 
sions. Perhaps the ear ly  Greeks would have rejected 
the sensuous a t t r ac t ions  of glaze even had it been 
available,  For t h e i r  own in te l l ec tua l  temperament 
demanded the  utmost c l a r i t y  of form and drawingO2 
Pictures on the vases showed mythological scenes, the Caly- 
donlan hunt, funeral games, and wedding processions. 
'gelen Gardner, Qt Through 
r (fourth ed i t ion-  New York: 
Inc., 19591, p. 135. 
' ~ a n a ,  M. , p.  19. 
ed. Sumner McK. 
Brace and Corn- 
Eventually the white and purple were almost eliminated i n  
the t r u e  Black-figure s t y l e .  The pigment which was used was 
velvety  jet-black and the  p ieces  u sua l ly  had the f i gu re  i n  
black aga ins t  the  red background on a s i n g l e  banded panel. 
"The f igure?  were painted In t h i s  g laze  on the  n a t u r a l  red 
c l ay  and t h e  d e t a i l s  inc ised with some hard pointed Ins t ru-  
ment t o  expose the  red beneath."' 
The l e a f  a s  shown i n  Figure 4 i s  usua l ly  associated 
with t h i s  period. It was used on t he  l a r g e r  vases which 
have a more-or-less d e f i n i t e  stem but i s  no t  found on 
smaller vases. 
The ivy l e a f  was begun t o  be used a s  a decora t ive  
p a t t e r n  i n  t he  middle of the  6 th  century B.C. Single l eaves  
a r e  found on t he  necks of Black-figured lekytho ( o i l  f l a s k s ) .  
Double rows of small ivy leaves  occurring as  borders a r e  
found on t he  Black-figures hydriae (water j a r s ) ,  h a t e r s  
(bowls f o r  mixing wine and water) ,  and on the  oenochoai 
(wine jugs) .  Figure 7 shows the  double row pa t t e rn s  of the  
2 
ivy-wreath of the Black-figured period. 
On Southern I t a l i a n  vases the ivy-leaf pa t t e rn  i s  
t r ea t ed  much more n a t u r a l i s t i c a l l y  wlth t e n d r i l s  and b e r r i e s ,  
a s  shown i n  Figure 8.3 These a r e  found on the  necks of l a rge  
l ~ e l e n  Gardner, & Throvah the Ages, ed. Sumer MeK. 
Crosby ( four th  ed i t i on ;  Kew York: Harcourt, &ace and Com- 
pany, Inc.,  19591, pp. 135-1368 
Figure 7.  Ivy-wreath as found on Black-figured ware. 
(Copy from H .  B. Walters, Hlstorv of Ancient Potter (London: 
John Murray, Albemarle Street, W . ,  I%=,& 
Figure 8. Ivy l e a f  p a t t e r n  with t e n d r i l s  an2 berr i e s  
a s  used on South I t a l i a n  vases .  (CODY f ro9  H .  E. Welters. 
Histors fl Pottery (London: john Murray, ~ l b e m a r i e  
S t r ~ e t ,  W . ,  
k r a t e r s  and forming the border on the  ins ide  l i p  of vases. 
In  the  Black-figured period the pieces had a b e t t e r  
f ee l ing  f o r  form and the decorat ions seemed t o  form an 
e s s e n t i a l l y  f l a t  pa t t e rn  which s t ays  on the  pot b e t t e r  than 
those of t he  periods t o  follow. In the  Red-figured period 
there  seems t o  be a c o n f l i c t  between the a r t  of ceramics of 
shaping the c lay  and decorating it su i t ab ly  and tha t  of the  
pa in t e r  portraying ac t ion ,  depth, or space. 
About 520 B.C. the  Black-figured ware went out of 
s t y l e  becau.se the  Greeks found they could achieve grea te r  
d e t a i l  by using red f igu res  aga ins t  a  black background. 
"The n a t u r a l  reddish c lay  was f i r s t  covered with a red s l i p  
and polished. The a r t i s t  then painted,  with a f i n e  brush, 
the d e t a i l s  of h i s  design i n  black and f i n a l l y  covered the  
background wi th  black glaze. The f igu res  now sees t o  
shine f o r t h  aga ins t  the black background. The draftsmanship 
was of ten exce l len t ;  however, "the designs were no t  in te -  
grated with the  curved surface of the  ~ e s s e l . " ~  
The double rows of ivy leaves were car r ied  over i n t o  
t h i s  perlod. The laurel-wreath form was a regular  decoration 
i n  the l a t e  Red-figured perlod. It was used on the  necks of 
' ~ e l e n  Gerdner, %rouah the ARS, ed. Sumner McK. 
Crosby ( four th  ed i t ion ;  Sew York: Earcourt,  &ace and Com- 
pany, Inc. ,  19591, pp. 136-137. 
 elso son, a. , p.  160. 
bell -shaped k ra t e r s  and wide-bellied amphorae. "These 
wreath-patterns on the  l a t e  vases, i t  should be noted, are  
e i t h e r  t rea ted  i n  red-figure technique or painted i n  opaque 
white on the  black varnish. They a re  o f ten  drawn wlth grea t  
care and accuracy. Figure 9 shows the laurel-wreath 
design a s  i t  was used on Red-figured South I t a l i a n  vases. 2 
The l o t u s  buds, a s  used on ea r ly  Red-figured amphorae 
and hydriae and i n  the  column-handled k ra t e r s ,  a re  shown in 
Figure 10. 3 
Another var ia t ion  shows the  l a s t  of the Greek vase 
pa in t ing  i n  the  5th and 4 th  cen tur ies  B.C. The f igures  were 
on a white background i n  s o f t e r  co lors  and scarcely v i s ib l e .  
By the 4th  century the Florid s t y l e  had evolved. This s t y l e  
shows a marked decadence wi th  ncomplex backgrounds, over- 
crowding of the  panel, and use of colors.  The scenes 
depicted became sentimental and comic." 4 
111. CHINESE POTTERY AND PORCELAIN 
Various t y p e s  of po t te ry  wares have been found dating 
from periods e a r l i e r  than the  Han dynasty, 206 E.C. t o  A.D. 
220. However, the  decorations used were of geometrical 
o r ig in  r a the r  than of organic. The string-impressed designs 
Figure 9. Laurel-wreath as used on Red-figured ware. 
(Copy from H. B. Walters, History of Ancient Potter (London: 
John Murray, Albemarle Street, W., l9-, -? 223. 
Figure 10. Lotus buds as used on Red-figured ware. 
(Copy from H. B. Walters, History Potterv (London: 
John Murray, Albemarle Street, W., 
were a l s o  common during the Shang, 1766-1122 B.C., Chou, 
1 
1122-249 B.C., and Ch'in,  249-207 B.C., dynast ies .  
The f i r s t  use of n a t u r a l  forms occurs during the  Han 
dynasty. The adoption of low-fired lead glaze i s  credi ted  
t o  t h i s  dynasty. The common pieces  found a r e  e i t h e r  red or 
s l a te -gray  earthenware covered with a  lead glaze  made green 
with copper. A brown o r  yellowish glaze  i s  a l s o  common. 
The pieces  were decorated with motifs  of f lowers,  b i rds ,  
f i s h e s ,  dragons, gal loping horses ,  l i o n s ,  and hunting scenes. 
These were applied by stamping, carving, or  by using moulds. 
They were used a s  banded decora t ions ,  over-a l l  designs,  or  
2 
were carved i n t o  the cen te r  of the  bowl. Figure 11 shows 
a r o o f - t i l e  of unglazed earthenware with a  carved ~ h o e n i x  
from the  Han period. 3 
A type of stoneware has been found dat ing t o  the Ran 
period which i s  ca l l ed  proto-porcelain. The glaze has been 
found t o  be a  t r u e  f e ld spa th i c  glaze normally olive-brown i n  
color .  The body of the ware i s  gray with white o r  red s l i p  
'warren F. Cox, The Book of Po t te rv  Forcelain 
( N e w  York: Crown Publ ishers ,  19-1, I ,  21. 
' ~ u d i t h  and Arthur Hart Burling, Chinese Art (?Jew 
York: The Studio Publ ica t ions ,  Inc. In assoc ia t ion  with 
Thomas Y. Crowell Company, la*), pp. 120-133. 
3 ~ i l l i e m  Bowyer Honey, The Cerenic A r t  of China and 
e s  of the Far East (London: Faber and 7aber 
Figure 11. Carved phoenix on unglazed tile, Han 
Dynasty. (Copy fron William Eowyer Honey, The Ceranic A r t  
pf Other Co t l e  of the Far ~ a s t ~ o n d o r :  Paber 
and Faber L t m i t e d .  i+%f%?ate 9.1 
coverings or washes. The decorations on t h i s  ware were 
usually combed or incised. Some styl ized forms of birds1 
heads are  found incised i n  a  banded decoration. Incised 
decorations of f i shes  are a l so  seen on some wares. 1 
Following the Han period, during the time of the Six 
Dynasties and Sui dynasty, some technical advances were made 
i n  pottery. New glazes were prepared and porcelaneaus vases 
2 
and bowls with a f a i r l y  high proportion of kaolin were made. 
There was a great  lloutpouring of creat ive energy in 
3 l i t e r a t u r e ,  painting, and a l l  the ar ts t '  during the T1ang 
dynasty, 618-907. Much of the ware remaining from t h i s  era 
I s  tomb-ware. There was an advancement made i n  technique. 
They used painted enamel decorations of d i f fe ren t  colors by 
outlining the areas with cut  channels to keep the glazes 
from running i n t o  each other. 
A vlde var ie ty  of technique i s  shown in the range of 
wares from so f t  white or harder red pottery of the tomb- 
wares t o  a  light-colored lead glazed earthenware. This 
earthenware was opaque but d i d  approach the hardness of 
porcelain. They also  worked with f  eldspathic stoneware with 
colors ranging fiom brown t o  a f ine  white and green. Y ! y  
r ich  colors were a lso  used i n  the lead glazes. Although the 
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lead glaze was used during the  Han period,  i t  seemed t o  be 
abandoned during the  period of the S ix  Dynasties and was 
used again during the  T'ang period i n  a wide range of 
colors .  A r i c h  leaf-green, amber-yellow, v i o l e t ,  and brown 
were common and dark blue was sonetimes used. 1 
A very common decoration which appeared ins ide  dishes 
was the  r o s e t t e  as  shown i n  F3gure 12. The f i gu re  shows a 
nconventionalized flower design i n  white, green, and amber- 
colored glaze.  The center  pa t t e rn  I s  incised under the 
glaze. 112 Styl ized f i gu re s  of flowers and bi rds  were a l s o  
used with incised ou t l i ne s  being used t o  define areas  of 
colored glaze. Some f r e e l y  drawn designs of flowers a r e  
seen. Incised peonies, an emblem of good for tune,  and 
fo l i age  were used. The chrysanthemum stands  f o r  good pleas- 
ure and cheer. The l o t u s  flower, symbolical of the c r ea t ive  
power i n  the  Buddhist r e l i g ion ,  was used showing some 
approach t o  naturalism. "Two l o t u s  flowers on a s ingle  
stem denote a happy marriageen 4 Yuch of the ornamentation 
was moulded and applied In  r e l i e f .  Palm leaves ,  t i g e r s ,  
 one^, pp. . , pp. 48-51. 
*I?ujio Koyama and John Figgess, 3 Thousand Years of 
Orienta l  Ceramicq (Kew Tork: Harry N. Abrams, Inc., ,. 0611, 
p .  53. 
3 ~ .  F. Blacker, Chats on Or en ta  Chlnq (Aew York: 
Frederick A. Stokes Company, 1?1*302-?05. 
Figure 12. Rosette i n  center of dish, T'ang Dpnasty. 
(Copy from Fuj io  Koyama and John F i g g e s s ,  Thousand 
-8. 
ef Orien ta l  (Kew York: Harry K. Lbrarns, ~ n c . ,  1061), 
Plate 21, p .  
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f i s h e s ,  and scenes from Buddhist, Confucian, and Taoist  l o r e  
were used, The horse, "symbolizing a l l  t h a t  was f r e e ,  proud, 
and noble,"' was a f a v o r i t e  decoration. 
True porcela in  of a very ref ined white qua l i t y  was 
developed during the  T'ang period. Decorations of vine- 
branches, other  fo l i age ,  and dancing f igu re s ,  b i rds ,  and 
f i s h  were applied i n  r e l i e f ,  2 
The period of t h e  Five Dynasties, 907-960, shows a 
type of porcela in  with an olive-green glaze and a decoration 
of ten  of leaves  and flowers f i n e l y  incised i n t o  the  body a s  
an underglaze decoration. 3 
The ceramic wares of t he  Sung dynasty, 960-1279, "are 
characterized by an e legant  s impl ic i ty  and g rea t  vigor," 4 
and they communicate a "feel ing of s e r en i ty  and harmony." 5 
During t h i s  period the a r t i s t s  gave more admiration t o  the 
mater ia l  i t s e l f  and they used a s l i g h t  mount  of decorat ion,  
keeping the  ornamentation i n  harmony with the  form. They 
used low-toned colors ,  general ly  p re fe r r ing  the  s impl ic i ty  
of a s ing le  color.  
The celadon ware from the town of L u n g - c h ' h  I n  
2 
 bid., p .  135. Honey, pp. m., p. 54. 
3 ~ l i n g ,  m. m., p.  139. 
%oyama and Figgess, qp. G., p.  63. 
5 ~ u r l i n g ,  pp. , p.  140. 
northern China i s  probably the best  known type of Sung ware. 
The gray t o  grayish-white body, which was burnt red on the 
p a r t s  of the foot  l e f t  exposed, was usua l ly  glazed an olive- 
green shade. The e a r l y  wares were decorated very de l i ca t e ly  
and sparingly wlth l o t u s  pe t a l s ,  o r  other formal pa t te rns  of 
leaves and p e t a l s  carved on the  outside. Others had motifs 
i n  moulded r e l i e f  of dragons, t i g e r s ,  or f i shes .  The 
celadon ware was often made f o r  export. 1 
Later In  the  Sung dynasty, a  d e l i c a t e  porcelain was 
made a t  Lung-ch'iian. This was decorated i n  various ways: 
1, Carving, o r  etching,  on body before applying the 
glaze. 
2. Decoration i n  r e l i e f  by pressing the soft paste 
i n t o  a mould before glazing. 
3. Mould decoration which i s  l e f t  unglazed so t h a t  i t  
wi l l  t u rn  red with the  heat. This  r e s u l t s  i n  the 
green celadon dishes wlth red fishes, dragons, or 
flower sprays, in r e l i e f .  
4. Brown patches caused more or l e s s  accidenta l ly  by 
flaws in  the glaze o r  by excess of i ron  In c e r t a i  
places. This "spotted" celadon i s  highly valued. 9 
Northern T i n g  Chou ware i s  considered by many t o  be 
the f i n e s t  of a l l  porcelains. It i s  very t ranslucent  and 
pure white. I t  has a t h i n  c l ea r  glaze with res t ra ined 
decoration. The designs used were e i t h e r  In f r e e  drawing 
done i n  bold s t rokes  with an etching tool  or  moulded or 
stamped. Formalized flowers and leaves were stamped; ducks, 
f i s h e s ,  and f l o r a l  designs were used i n  the drawings. 
1 Ibid. ,  pp. 142-143. 
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Southern Ting ware a l s o  was a very pure white although some 
co lors  were used. Incised l i l i e s  done i n  flowing l i n e s  
contrasted with scalloped l i n e s  i n  an over-al l  pa t te rn  were 
used a s  decoration. 1 
Decoration by means of paint ing with a brush was 
f i r s t  used regu la r ly  during the  Sung period. This method 
was of ten  used a t  Tzlu Chou t o  decorate t he  porcelaneous 
stoneware. A coat of white s l i p  was first applied and then 
a coat  of t ransparent  glaze and the freehand decorat ion 
applied i n  a shiny brown or  black pigment. The design was 
simple using a minimum of s trokes.  P e t a l s  and leaves were 
used frequently.  Other co lors  were a l s o  used i n  overglaze 
paint ing.  Towards the  end of the dynasty a blue or green 
glaze was applied over the ?a in t ingm2 Figure 13 shows a 
boldly painted design of f l m r s  and fern- l ike  fo l iage  i n  
black under a  t ransparent  green glaze. Sg ra f f i t o  decoration 
was a l s o  used. In  t h i s  method a decoration was cut through 
a l ayer  of white s l i p  under the  glaze. It appears t h a t  the  
s l i p  was applied by d i p p i n g  a s  shown by the  uneven l i n e  
along the  unglazed foot.  In some f i n e  l i n e s  were incised,  
i n  o thers  the  background area was cu t  away, while in o thers  
wide areas  of the  design were cu t  away. Bamboo stems w e r e  
Figure 13.  Flower and fo l iage  under green g laze ,  
Tz'u Chou ware, Sung Dynasty. (Copy from R .  L .  Hohson an2 
A .  L .  Hetherington, The Art af the Chinese Potterv from the 
f&~ D n a s t v  & e Fnd of t& Mln ( N e w  York: Alf'red A .  
Knopf, MCMXXIIIyPlate LXXXV. r" 
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used t o  c u t  small c i r c l e s  and sharp too l s  were used t o  
scrape or  incise .  Flowers, leaves,  f i shes ,  and dragons were 
motifs  t h a t  were commonly u t i l i z e d .  The motifs were used i n  
banded decorat ions,  spot designs,  and over-a l l  pa t terns .  
During the %an Dynasty, 1280-1368, there  was a 
"marked de t e r io ra t i on  of g laze ,  form, and technique a s  
compared with t h e i r  counterparts  of the  Sung period ."I But, 
some new ideas  of decoration and glazing came from Persia.  
The blue and white porcelain was being perfected. The peony 
was a  common pa t t e rn  done i n  r e l i e f .  
"The Ming dynasty produced the f u l l e s t  flowering of 
ceramic a r t  of a l l  time. lf2 Bright  colors  were used, painted 
decorat ions were bold and f r e e l y  done without the r e s t r a i n t  
of realism. They began t o  work with very l a rge  pieces of 
pottery.  
The Yung Lo porcela ins  are  de l i ca t e ,  pure white 
dishes. This ware was so t h i n  i t  appeared t o  cons i s t  of two 
t ransparent  l aye r s  of glaze and was re fe r red  t o  a s  "bodi- 
l e s s m n  Sometimes they were decorated w i t h  pa t te rns  incised 
or  painted i n  white s l i p  under the  glaze so t h a t  the decora- 
t ion  was almost i n v i s i b l e  and i s  sometimes ca l led  a  "secre t  
decoration. Dragons, f l o r a l  deslgns, and l o t u s  leaves 
l ~ o ~ a n a  and Flggess, a. m., p.  117. 
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were common motifs. 
The use of an underglaze copper-red pigment was new 
t o  t h i s  period during the re ign of Hsuan Te. The underglaze 
co lor  must be able t o  withstand the  in tense  heat  of the 
fe ldspa th ic  f i r i n g .  This they found could be done by using 
copper f o r  red. Red underglaze f i s h e s  and peaches were used 
mainly on stem cups. The stem cup shown i n  Figure 14 i s  of 
Dure white porcelain enhanced by the  b r i l l i a n t  red f i s h  
painted under the glaze. 1 
An underglaze blue decoration using cobalt  was a l s o  
perfected during t h i s  t h e .  The drawing was bold and f r e e  
and the  forms were f i n e l y  balanced. The glaze appears very 
r i c h  and th ick.  Dragons, b i rds ,  flowers and f r u i t s ,  l i o n s ,  
and the Three Friends--the pine,  plum, and banboe-were used 
i n  decorat ingb2 These th ree  were ca l led  the  f r i ends  because 
a l l  remained green during the cold. They symbolize longev- 
i t y ,  harmony, and f a i t h fu lnes s  even In adversi ty,  The bam- 
boo denotes dependabil i ty and endurance because i t  bends but 
does not break. 3 
During the  re ign of Cht^eng Hua the porcelain was of 
'Arthur Lane Style Pot tery  (London: W o r d  Uni- 
v e r s i t y  Press ,  19k8j, p .  22. 
Figure  14. Stem cup w i t h  copper-red f i s h ,  Mlng 
Dynasty.  (Copy from Arthur Lane, Style i n  P o t t e r y  (London: 
Oxford U n i v e r s i t y  P r e s s ,  l?b8),  P l a t e  1 8 7  
7 
30 
very f i n e  qual i ty .  The decorat ions were done I n  bold, f r ee  
s t rokes  with the brush. Grapes, flowers and in sec t s ,  
chickens, l o t u s  blossoms, and t u l i p  and l i l y - l i k e  flowers 
were common designs. 
"Painting i n  contrasted coloursn was another s t y l e  
which was developed during t h i s  period, The name comes 
"with reference t o  the  opposition between the  s o f t  under- 
glaze blue and the  shining red,  yellow, apple-green and 
other enamels, which were applied i n  t h in ,  even, almost 
t rans lucent  washes over underglaze-blue ou t l inesmn1 Tiny 
cups decorated with f i gh t ing  cocks were known as  chicken- 
cup s. 
l4ultlcolor decorat ions a r e  a l s o  well  h o w n .  Three- 
color  decorat ion i s  often used over a s l i p  of one color. 
Tha decorat ion was applied by carving o r  moulding, t rac ing 
the ou t l i ne  with a sharp point ,  or by ou t l in ing  w i t h  threads 
of c lay  t o  keep colors  from running. Five-color designs 
were a l s o  used. Flowers, t r e e s ,  chi ldren,  l i ons ,  horses,  
t i g e r s ,  or  sea-horses were used a s  motifs. 
Besides paint ing,  other  processes of decoration were 
used on porcelain,  Including embossing, ch i se l ing ,  and 
openwork carving. In  the  l a t t e r  p a r t  of the  dynasty, a 
very f i n e  type of fretwork carving, which was designed 
t o  show off  the g rea t  s k i l l  of the  p t t e r ,  was given the  
name of "kuei kungn or d e v i l ' s  work. 9 
' ~oney ,  m. . p a  123. 'Burling, OJ. a,, p a  160. 
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There was a marked decl ine  of the  c rea t ive  a r t s  
during the  l a t t e r  p a r t  of the  Mlng period,  leading i n t o  the  
Ch'ing dynasty, 1644-1912. Later ,  however, ceramic a r t  
again f lour ished a s  some new glazes  and types of decorations 
were used. The blue and white ware of the  K'ang H s i  perfod 
exh ib i t s  beau t i fu l  co lors  but ,  i n  composition, "it must be 
admitted t h a t  t he  p i c t o r i a l  designs a r e  often i l l -adapted t o  
the forms they decorate Blossoms and branches, land- 
scapes, dragons, and b i rd s  were motifs f o r  drawlngs; the  
plum, l o t u s  and magnolia were favor i t es .  The decorations 
were very well  done technica l ly  and the drawings were per- 
f e c t .  But, there  was no f e e l i n g  i n  the  designs. The wares 
were f ac to ry  made with s p e c i a l i s t s  f o r  each s tep  of making 
and decorating the pot. The prunus j a r s ,  hawthorne j a r s ,  
and ginger j a r s  a r e  examples of the flower bedecked wares. 
They were of ten  decorat ive but few are  g rea t  works of a r t .  2 
IV. EAFLGY ISLAMIC P o T r n Y  
Islamic po t te ry  had i t s  r e a l  beginning around the 
ninth  century A.D. kt, much of the bas i s  f o r  t h e i r  orna- 
mentation came from Uaayyad a r t .  The Umayyad Caliphs, 
L Warren E. Cox, The Book Pot tery  d Porcelain t= (New York: Crown Publishers ,  19 71, I, 539- 1. 
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r e l i g ious  leaders ,  invi ted  a r t i s t s  from a l l  regions t o  cone 
t o  Syr ia  t o  decorate the  mosques and palaces during the  
s i x t h  century. Artists from the Mediterranean brought 
n a t u r a l i s t i c  decorat ive s t y l e s  of animals and co i l ing  vine 
or  ivy. The s t y l e  of Assyria and Babylon was a formal a r t  
using a b s t r a c t  t r e e s ,  palmettes and rose t t e s .  1 
The Islam a r t i s t s  fused these two s t y l e s  but pre- 
f e r r ed  the formal. Arthur Lane described t h e i r  s t y l e  as: 
The vine,  f o r  example, was f i r s t  t ra ined i n t o  i r reg-  
u l a r  loops, each cor ta in ing a l ea f  and a grape-bunch, 
sometimes one superimposed on another; then it grew 
pine-cones and a medley of elongated leaves not  i t s  own; 
a t  a l a t e r  phase, e spec i a l l y  i n  the eleventh and twelf th  
cen tur ies ,  i t  grew f a n t a s t i c  blooms t h a t  d i s t a n t l y  
resemble a palmette. The spiral-motive so comon a s  a 
background on Islamic po t te ry  only betrays i t s  o r ig in  a s  
a vine by i t s  h a b i t  of growth and the l i t t l e  coi led ten- 
d r i l s  t h a t  spring a t  i n t e r v a l s  along i t s  stem.* 
The a r t i s t s  would s t a r t  with a design, such a s  a ha l f -  
palmette,  and expand it i n t o  any d i r ec t ion  by drawlng stems 
f ron  it u n t i l  i t  covered an e n t i r e  surface. There was an 
e a r l y  Moslea in junct ion agains t  the  use of l i v ing  c rea tures  
a s  decorat ive forms. Therefore, much of the work shows 
decorat ions w i t h  curved l i n e s  and symbols from t h e i r  writing. 
n Imported ceramic wares from China were highly prized i \  by the Islamic people. The p o t t e r s  a t  f irst  sought t o  imi ta te  
l ~ r  thur  Lane, ?- I s l a a c  Pot tery  (London: Faber and Faber, 19531, p.  
the  Chinese ware but l a t e r  devised t h e i r  own solut ions t o  
the s ec re t s  of the  Chinese porcelain.  The f i r s t  contacts  
with Chinese ceramics was during the n in th  century i n  Meso- 
potamia. 
Various types of e a r l y  wares have been found a t  
Samarra. The unglazed wares were stamped, incised,  moulded, 
or  painted with designs of Kufic wri t ing (a f avo r i t e  source 
of ornamentation on a l l  Islamic po t te ry)  and animals. The 
lead-glazed s g r a f f i t o  wares used half-palmettes with flowing 
l i n e s  and splashes of colored glazes. Lead-glazed r e l i e f -  
ware show animals and b i rds ,  and half-palmettes done with 
green, brown, and purple glazes. 2 
h i m i t a t i o n  of T1ang porcelain was impossible with 
the ordinary c l e a r  lead glaze over a white s l i p .  However, 
the Mesopotamian po t t e r s  found a solut ion t o  t h i s  problem by 
mixing tin-oxide w i t h  a modified lead glaze, the  suspended 
p a r t i c l e s  of tin-oxide producing a pe r f ec t ly  opaque white 
ware. They went on t o  paint  on the white surface using 
cobalt-blue,  manganese-purple, copper-green, and antimony- 
yellow. Half-palmettes, r o s e t t e s  and fe rn- l ike  leaves were 
I\ common motifs. Figure 15 shows a tin-glazed bowl with the 
half-palmette and r o s e t t e  design done I n  blue. 3 
'COX, pp. , p. 297. 
2Arthur Lane, I s l ~ m l , ~  Pot terv  (London: Faber 
I I and Faber , 1953 , p . 12. 
Figure  15. Half-palmet te  and r o s e t t e  motif on t i n -  
g lazed Mesopotamian bowl. (Copy from Arthur Lane, F a r l v  
Islanlic Pottery (London: Faber and Faber, 15153), Plate 8 ~ . )  
Mesopotamian p o t t e r s  a l s o  experimented with the 
technique of lus ter -paint ing during the n in th  and tenth  
centur ies .  In t h i s  process a pigment, consist ing of sulphur 
compounded with si lver-oxide f o r  yellow s t a i n  and copper- 
oxide f o r  the  l u s t rous  element, i s  mixed with an earthy 
material  such a s  red ochre. This mixture i s  then painted on 
a glazed surface which has been f i r e d  once. It i s  then 
l i g h t l y  f i r e d  i n  a reducing k i l n  and the meta l l i c  elements 
w i l l  be rendered a lambent fi lm. The procedure i s  d i f f i -  
c u l t ,  and many i r r e g u l a r i t i e s  often occur. The Islamics 
used the  technique with such motifs a s  half-palmettes and 
random fo l i age  and cocks i n  wreaths. However, the  designs 
had no formal bas i s  and were merely the medium through which 
1 the  l u s t e r  could be shown. Animal f i gu re s  began t o  appear 
l a t e r  agains t  a fo l iage  background. The f i gu re s  were l a rge  
In the  center  of the bowl but were not representa t ions  of 
any spec i f i c  type of animal. The l i n e s  a r e  curvi l inear .  
One such animal form i s  shown i n  Figure 16 as  it was used on 
a p l a t e  decorated with lus ter -paint ing in *esopotamia. 
The painted wares of eas te rn  Pers ia  of the Samarkand 
region show half-palmettos,  s ty l ized b i r d s  and animals, and 
rad ia t ing  s t a l k s  and flowers a s  decorations. The Saaarkand 
p o t t e r s  found t h a t  the painted deco ra t ims  would s t ay  i n  
7 
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p l a c e  if t h e  c o l o r i n g  a g e n t s  were mixed w i t h  a  p a s t e  of f i n e  
c l a y  s l i p .  Th i s  prevented t h e  d e c o r a t i o n  from running when 
t h e  f l u i d  l e a d  g l a z e  was app l i ed  over  it. White, tomato- 
r e d ,  and pu rp l i sh -b l ack  were common c o l o r s .  1 
There was a  t u r n i n g  p o i n t  i n  t h e  h i s t o r y  of I s lamic  
p o t t e r y  a t  t h e  t w e l f t h  cen tury .  The p o t t e r s  were aga in  
impressed w i t h  t h e  f i n e  q u a l i t y  of Chinese po rce l a in .  The 
p o t t e r s  of P e r s i a  from the  S a l j u q  t imes  made a  f i n e  whi te  
bodied ware by us ing  an a r t i f i c i a l  p a s t e  made of powdered 
quar tz -pebbles ,  a f r i t  ( f u s i n g  agen t )  made of t h i s  powder 
n e l t e d  wi th  yo tash ,  and wh i t e  p l a s t i c  clay.* Animal f i g -  
u r e s ,  b i r d s ,  and f o l i a g e  wi th  f lowing l i n e s  i n  o v e r - a l l  
p a t t e r n s  were carved i n t o  t h i s  ware. The o u t l i n e s  were 
o f t e n  f i l l  ed ir! w i th  g l aze .  A carved b i r d  wi th  f o l i a g e  
background i s  shown i n  ? igure  17 a s  i t  was used on a  Sa l Juq  
bow1. 
D u r i n ~  the l a s t  q u a r t e r  of t h e  t w e l f t k  c e n t u r y  t h e r e  
were qany t echn ica l  advances ~ a d e  i n  F e r s i a .  X Frocess  
n a v d  n i n a i  o r  e ~ a a e l ,  t h e  a ~ r ~ l i c a t i o n  of overgiaze  enarnels, 
was i n t r o d u c ~ d .  IF t h i s  technique,  p a r t s  of t h e  des ign  were 
n ~ i n t ~ ?  on o r  u n e ~ r  t h e  raw c!aze and then  f i r e d .  S l ack  
o u t l l n c s  were then added and f i x e d  i n  a  lower t enpe ra tu re  
fir in^. T'ew c o l o r s  woye p o s s j b l e  and t h e  ~ a i n t i n g  could be 
b d .  . 17. *1bid ., p. 32. 
Figure 16, Animal on luster-painted p l a t e ,  Meso- 
potamia, (Copy from Arthur Lane, Early .Ahp I &&&X3! 
(London: Faber and Faber, 1953) ,  P late  12A. 
Figure 17. Carved bird with f o l i a g e  background on 
Saljuq bowl. (Copy from Arthur Lane, 
(London: Faber and Faber, 1953), 
38 
more exact .  They a l s o  began t o  use underglaze colors  which 
could be painted with a  brush. Some natural-appearing p lan t  
motifs were painted i n  underglaze colors .  In  Egypt paint- 
ings of animals and b i rds  with fo l iage  were being done i n  
black s i l houe t t e  under a  t ransparent  glaze i n  blue, purple,  
turquoise,  o r  color less .  In  Mesopotamia motifs of hunting 
and b a t t l e  scenes, b i rds ,  and t r e e  and flower pa t te rns  were 
c~xnmon. Figure 18 shows two b i rds  a s  they were used on a 
p l a t e  i n  black paint ing under a turquoise glaze. 1 
The Islamic p o t t e r s  i n  general show a s e n s i t i v i t y  i n  
adapting t h e i r  decorat ions t o  the shape of the pottery.  
Glenn C. Nelson has wr i t t en  the following concerning t h e i r  
work : 
In  s p i t e  of the  i n t r i c a c y  of t h e i r  designs the  over- 
a l l  e f f e c t  i s  seldom crowded or  d isorder ly .  h e  h ighest  
development of lusterware i s  an achievement of I s l a a i c  
p o t t e r s ,  although l u s t e r  glazes were a l s o  used a t  an 
e a r l y  period i n  Sgypt. The meta l l ic  sheens of gold, 
s i l v e r ,  and purple f i t t e d  perfec l y  i n t o  the  e labora te ly  
decorat ive nature  of t h e i r  work. h 
V. LTCIENT AMERICAN POTTERY 
Pre-Columbian po t te ry  Is e n t i r e l y  d i f f e r e n t  from the 
works of the Old World. One main f ac to r  i n  t he  di f ference  
i s  t h a t  the  p o t t e r ' s  wheel was unknown i n  the New World, and 
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the  vesse l s  were fabr ica ted  of c o i l s  or r i n g s  of clay and 
then smoothed by hand. Some pots  were pressed i n t o  molds 
and joined l a t e r .  Therefore, the  shapes do not  show the  
symmetry or  technical  perfec t ion of the  works of the  Old 
World; however, the re  was no s t a n d a r d i z a t i m  of form which 
was found i n  some of the  e a r l y  c i v i l i z a t i o n s  which used the 
p o t t e r ' s  wheel. The methods used allowed several  d i f f e r e n t  
approaches and the  wares produced show much var ie ty .  
Porcelain was not  known and glaze was not  used. 
However, much of the  work shows a g laze l ike  e f f e c t .  A s  
Glenn C. Nelson has s ta ted :  
To look a t  many of the Mochica o r  Nazca po t te ry  
p ieces  with t h e i r  v a r i e t y  of pa s t e l  hues,  one would 
never bel ieve t h a t  the  IYew World Indians d i d  not  use a  
t r ue  s i l i c i o u s  glaze. Their g l aze l i ke  e f f e c t s  were 
achieved by the  app l ica t ion  of severa l  coa t s  of a f i n e l y  
ground s l i p  which was l a t e r  burnished when l ea the r  hard. 
The f i n e  p a r t i c l e  s i z e ,  p lus  the forc ing together  of the  
c l ap  mass, causes the c lay  molecules t o  fuse  s l i g h t l y  i n  
f i r i n g ,  thus producing a surface s imi la  t o  a mat glaze. 
O f  course,  the  ware was not waterproof. f 
Since so much of t he  work i s  of a  scu lp tura l  o r  por- 
t r a i t u r e  nature ,  only a  few types w i l l  be mentioned here.  
The human f i gu re  i s  used extens ively  a s  a  decorat ive element 
but one i s  in te res ted  here only i n  the organic forms other  
than those of human or ig in .  
Motifs which were commonly used by t he  Indians of t he  
'1bid. , Pa 163. 
i I 
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Southwest include abs t r ac t  designs of b i rd s ,  r e p t i l e s ,  f i s h ,  
b u t t e r f l i e s ,  and moths. These were u sua l ly  executed by 
stamping, inc i s ing ,  or  paint ing.  
The work of the  Mimbres i n  New Mexico i s  outstanding 
i n  t h i s  region and deserves more a t t en t i on .  Although they 
dwelt i n  p i t  houses they reached a high achievement i n  
a r t i s t i c  realms, The mot i fs  they used were not  meant t o  be 
n a t u r a l i s t i c  represen ta t ions  but t o  serve a s  decora t ive  and 
s to ry - t e l l i ng  motifs,  "Besides the human f i gu re ,  b i rd s ,  
dee r ,  antelope,  dogs, r a b b i t s ,  f i s h ,  i n s e c t s ,  and r e p t i l e s  
a r e  used, a s  well  a s  fabulous c rea tu res  who s tep  out  of the  
fantasy-world of these  p o t t e r  a r t i s t s .  n1 The f i gu re s  a r e  
painted i n  black on a whi t i sh  s l i p .  
Figure 19 shows a Mimbres bowl with a s ty l i zed  
swallow whose b i l l  i s  drawn i n  p ro f i l e .  The bi rd  i s  snr- 
rounded by a s v i r l i n g  cloud-like motif which helps  give the  
b i rd  a  soaring fee l ing.  
A humorous design i s  seen i n  the buzzing mosquitoes 
around a bowl a s  shown i n  Figure 20. The design shows a 
swarming movement from any side.  
The bowl with the  four grasshoppers a s  shown i n  
Figure 21 shows a treatment which i s  not  s t r i c t l y  natura l -  
! YP i s t i c  but which does capture the r e s t l e s s  f ee l i ng  of the  
grasshoppers. 
I 
'pal Kelemen an - A r t  (New York: The 
Macmillan Company, 
Figure 19. Swallow on Mirnbres bowl. (COPY from 
Pal Kelemen, Yedleva Arnericsq Art ( N e w  York: The Yacmillan 
company, 1 9 4 b d l a t e  1 ~ 6 c . r  
t 
Figure 20. Mosqultoes on Mimbres bowl. (Copy froa 
Pel Kelemen Y d v 1 American Art (New York: The Yacmillan 
Company, 1 9 ~ 4 w l a t e  1 ~ 6 ~ 3 . 7  
Figure 21. Grasshopper motif Yimbres bowl. (Copy 
from Pal Kelemen, \IrdIeval American & ( N e w  York: The 
Hacmillan Company, 19441, 11, Plate 106f. ) 
I 
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The t u r t l e  motif,  Figure 22, shows square meanders 
around the s h e l l  and wavy l i n e s  t o  show the neck. The wavy 
l i n e s  help t o  suggest a f l oa t ing  motion across the p la te .  
Most of these vesse l s  were "ki l ledt t  by punching a hole 
through the  middle before placing them i n  the  grave which 
has Impaired t h e i r  appearance. 1 
In  the  Mexican region a g rea te r  v e r s a t i l i t y  was shown 
i n  the handling of clay. They made not  only u t i l i t a r i a n  
vessels  but  a l s o  l i t t l e  e f f i gy  f igur ines .  Some vesse l s  were 
shaped t o  produce vases which represent  organic forms, such 
a s  the  f i s h .  This i s  shown i n  Figure 23 a s  the f i s h  vase 
from T la t i l co .  2 
Motifs of the bu t t e r f ly ,  serpent ,  snake, and human 
f igure  were used on po t te ry  vessels .  Various techniques of 
decoration were employed. Some were painted with a s l i p  of 
one color and burnished. Other vessels  were incised e i t h e r  
before o r  a f t e r  f i r i n g .  Sg ra f f i t o  was used on some. A 
technique of negative paint ing using hot  wax t o  pa in t  i n  the  
design,  then covering it with pigment, and f i n a l l y  removing 
the wax by f i r i n g  was a l s o  used. 3 
In the Mayan area one of the g rea t e s t  achievements 
A was the painted pottery.  "Vessels of f i r e d  clay. . .were 
' \ 
'G. H. S. Bushnell. and l d r i a n  Digby, Ancient American 
Pot tery  (New Yorkr Fitman Pub1 ishing Corporation, (n.d;17, 
F. 9. 
Figure 22.  Turtle on Yimbres plate .  (Copy from 
P a l  Kelemen, American A t ( R e w  York: The Yacnillan 
. Company, 1944 f 
F i g u r e  23. Elack f i s h  v a s e ,  Yexlco. (Copy f r o a  
C. H .  S. h s h n e l l  and E.drian Digby, Anc ien t  hmer ic  n Potterv 
-----+ p l a t e  12.1 ( N e w  York: Fitrnan h b l i s h i n g  C o r p o r a t i o n ,  [ n . d .  I , , 
~ E . P T ~ F F F  ~IezmzZs, 
BE t!T-T-tt; e E e  GF z e Z t e ~  Es fam& 3 z  
the work o f  the Mochica and Kazca p o t t e r s  i n  the Andean 
area. The Mochica ware shows a  s t o ry - t e l l i ng  qua l i t y ,  The 
p o r t r a i t  j a r ,  whis t le  j a r ,  and a vesse l  with a s t i r r u p  s p a t  
a r e  cownon Mochica forms. Par ro t s ,  owls, eucks, crabs,  
f i s h ,  f rogs ,  llamas, and p l a n t  forms a r e  used a s  mot i fs  a s  
well  a s  human f igures .  However, a o s t  of t h e i r  work i s  more 
wholly s cu lp tu ra l  than merely decorat ive.  The work of t h e  
Nazcas shows l e s s  modeling and depends nore on paint ing f o r  
the expression. Fish pa t t e rn s ,  p l an t  mot i fs ,  and s ty l i zed  
2 b i rds ,  mice and c a t s  e r e  seen on t h e i r  vesse ls .  The t a i l  
 eler ern en, B. . , a. 177. 
2 
Bushnell and Digby, g ~ .  cite, DP. 34-36. 
on the  f i s h  shown i n  Figure 25 was pulled around so  t h a t  i t  
would f i l l  the  area i n  an a r t i s t i c  manner. This  i s  an 
example of a Nazca painted ware. 
The study of the works of the e a r l i e r  c i v i l i z a t i o n s  
has revealed a very important p r inc ip l e  concerning decora- 
t ion.  A poor form can never be Improved even by using a 
s t r i k i n g  decoration; ins tead ,  the decorat ion can serve only 
t o  enhance the beauty of the  form. Likewise, any decorat ion 
which i s  applied must be adapted t o  the form r a t h e r  than the 
form being a background f o r  the decoration. A s  has  been seen 
i n  the  periods of decadence of some c i v i l i z a t i o n s ,  such a s  
the Greek and Chinese, the  q u a l i t y  of the forms became 
i n f e r i o r  when the  po t t e ry  became a medium f o r  p i c t o r i a l  
paint ing.  
Those designs which were i n t e r p r e t a t i o n s  of t he  
pa t t e rns  of nature  were more successful  than those which 
\ were mere r e a l i s t i c  renderings of the sub jec t  a a t t e r .  I Whether the i n t e rp re t a t i on  i s  geometrical,  s t y l i zed ,  or  
abs t rac ted i t  i s  usua l ly  more successful  than those which 
I 3 a r e  merely copied from nature.  i The na tura l  forms were adapted t o  the  var ious  decora- 
t i v e  techniques ava i lab le  t o  the po t te r .  Some became l i n e a r  
renderings, some reduced t o  a pa t t e rn  of brush s t rokes ,  and 
some were boldly carved. In po t te ry  decorat ion the  unusual 
var ia t ion  of the  p o t ' s  contour presents  a challenye no t  met 
Figure  24. Quetzal b i r d ,  Maya. (Copy from Pal 
Kelemen, e v a l  American (New York: The Macmillan 
Company, 1 , l j l c . )  
F i ~ u r e  25. F i sh  on Kazca p l a t e ,  (Copy from Pal  
Kelemen, Yed v American AJ-J (New York: The Vacmillan 
Company, I ,  10 F l a t e  163b. 
by those who decorate plane surfaces such a s  the  painter  or  
print-maker. The decoration may expand or  recede t o  f i t  the 
pot. Areas may be broken up by concentr ic  l i n e s  on p l a t e s  
tending t o  make the p l a t e  appear smaller; rad ia t ing  l i n e s  
increase  the s ize .  Horizontal l i n e s  on cyl inders  may make 
them appear t o  be shor ter ;  v e r t i c a l  l i n e s  w i l l  emphasize 
the height ;  diagonal l i n e s  heighten the dynamic qual i ty .  
CHAPTER I11 
DEVELOPlWNT OF NEW MOTIFS 
When one searches f o r  decora t ive  mot i f s  based on 
p a t t e r n s  i n  na tu re  one begins by going ou t  i n t o  na ture  and 
looking f o r  provocative p a t t e r n s  i n  the  forms of p l a n t s  and 
animals. Sometimes t h e  idea  can be recorded with a  quick 
l i n e a r  sketch;  a t  o ther  t i n e s  the  ob jec t  can be brought back 
f o r  a d d i t i o n a l  observat ion.  Photographs of forms can be 
made f o r  a  more c a r e f u l  s tudy of d e t a i l s .  A v i s i t  t o  a  
biology l abora to ry  can produce specimens which may not  be 
seen i n  a  p a r t i c u l a r  l o c a l e ,  
Seeking t h e  more t r a d i t i o n a l  forms which have been 
u t i l i z e d  by e a r l i e r  c i v i l i z a t i o n s ,  the  p o t t e r  made numerous 
t r i p s  i n t o  the  surrounding countryside looking f o r  leaves ,  
f lowers ,  i n s e c t s ,  b i r d s ,  f i s h  o r  o the r  forms. Some i tems 
were c o l l e c t e d  while o t h e r s  were sketched. 
After  gathering specimens or  making prel iminary 
sketches,  poss ib le  des igns  were drawn by s impl i fy ing ,  s t y l -  
i z i n g ,  or a b s t r a c t i n g  the  p a t t e r n ,  t r y i n g  t o  capture  t h e  
f e e l i n g  i n  a  minimum of l i n e s  or  a re -es tabl i shed ,  simpli- 
f i e d  form. These des igns  were then conceived a s  poss ib le  
renderings i n  brushwork, s l i p - t r a i l i n g ,  f r i s k e t ,  s g r a f f i t o ,  
stanped, o r  inc i sed  decorat ions.  However, t he  design could 
n o t  be filly r e a l i z e d  on paper but  needed t o  be done 
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d i r e c t l y  on the c lay  using the  appropriate  t oo l  f o r  it. 
I n i t i a l  experimentation i n  the  app l ica t ion  of the designs t o  
c lay  was done using colored engobes, o r  decorat ing c l ay  
s l i p s ,  on leather-hard t i l e s  s i x  inches square. By work- 
ing on the t i l e  w i t h  a  t o o l  i t  was poss ib le  t o  see the 
ac tua l  e f f e c t  of the design. However, the  design s t i l l  
needed t o  be conceived a s  f i t t i n g  a three-dimensional form. 
After experimenting with var ious  methods of carrying ou t  a  
motif the one which appeared t o  be most s u i t a b l e  was a?plied 
t o  a pot.  
I. NF,W ADAPTATIONS OF T W I T I O E A L  FORMS 
The t r a d i t i o n a l  use of forms by e a r l i e r  c i v i l i z a t i o n s  
genera l ly  consisted of u t i l i z i n g  the e n t i r e  body of the  
subject  a s  contrasted t o  the use of a p a r t i c u l a r  segment 
which the p o t t e r  w i l l  use I n  c rea t ing  new motifs.  'This 
sect ion i s  concerned with using the t r a d i t i o n a l  forms i n  a 
new s ty l e .  
Leaves have always served a s  a  common motif on pot- 
te ry .  The shape of an elm l e a f  was chosen a s  a  simple form 
which can very well be done using a number of techniques. 
I n  Figure 26 various techniques f o r  executing a leaf p a t t e r n  
a r e  shown. In  Figure 26(a)  one sees  a  brushwork design done 
i n  green engobe anplied with a  Japanese brush. A minimum of 
bold s t rokes  a re  employed. Although t h i s  nethod aypears t o  be 
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simple, i t  requ i res  much p rac t i ce  t o  use the brush with 
confidence and accuracy. There i s  no p o s s i b i l i t y  of cor- 
rec t ing  an erroneous stroke.  This design i s  r a the r  l a rge  
and works more successful ly  a s  a  spot  decoration than it 
wou-ld a s  an  over-a l l  r epea t  pa t te rn .  Figure 27(a) shows an 
adaptat ion of the  leaf  done i n  blue engobe brushwork t o  a  
s t ra ight-s ided bowl form. Since the  leaf i s  applied a t  an 
angle it gives  a  more dynamic appearance suggestive of 
movement around the  bowl, accenting the  roundness of the 
form. 
The l ea f  design i n  Figure 26(b) i s  done with green 
engobe using a f r i s k e t .  The design s t e n c i l  was c u t  out of 
paper, adhered t o  the  t i l e  by sponging i t  s l i g h t l y ,  and 
engobe was brushed over it and, a f t e r  i t  dr ied  s l i g h t l y ,  
the f r i s k e t  was ca re fu l ly  removed. mis design, i n  con t r a s t  
t o  the  brushwork, i s  very sharp i n  uu t l ine  and the p a t t e r n  
i s  control led  and repeated exactly.  The f r i s k e t  design, 
3 
sh- i n  Figure 27(b), i s  a l s o  u t i l i z e d  a s  a  spot  design a t  
I 
an oblique angle. This design i s  mo-e control led  and does 
not  have a s  much freedom of the flowing l i n e s  but It does 
emphasize the  round form of the  bowl. It i s  executed i n  
red engobe. 
A s l i p - t r a i l e r  was used i n  Figure 26(c) .  Green 
engobe was applied using a rubber-bulb. The engobe was 
f i r s t  s t ra ined t o  remove any lumps. This method i s  s imi lar  I 

t o  brushwork a s  i t  too r e q u i r e s  p r a c t i c e  t o  c o n t r o l  t h e  
flow of the  engobe. The l i n e s  of t r a i l e d  s l i p  a r e  
s l i g h t l y  ra i sed .  Minute d e t a i l s  should n o t  be attercpted 
with a  s l i p - t r a i l e r .  This design too  could be u t i l i z e d  on 
a  spher ica l  bowl. It  could a l s o  be used a s  a  banded decora- 
t i on  on a  t a l l  c y l i n d r i c a l  form emphasizing t h e  breadth  of 
the cylinder.  
A wooden stamp used i n  Figure 26(d)  was made ve ry  
simply by cu t t i ng  hal f - inch doweling a t  an angle  t o  g ive  
the ex te rna l  oval shape and i n c i s i n g  the  l i n e s  with a 
razor blade. The stamp i s  very  easy t o  use  and it g ives  a  
sharp, nea t  design. A small b o t t l e  form i s  shorn i n  Figure 
27(c) decorated with a  r epea t  p a t t e r n  us ing the  s taap.  
Since t h i s  i s  e a s i l y  con t ro l led  and a  small mtif it works 
well a s  an over -a l l  design. The stamps were placed c l o s e r  
together  a t  the  neck and base than around t h e  middle, t hus  
emphasizing the  cons t r i c t i on  of the  neck and base and 
the  burs t ing form of the  bel ly.  This stamp could a l s o  be 
used a s  a  border decorat ion on a  pot o r  on t h e  ri3 of a  
p l a t e  i n  a  r a d i a l  pa t te rn .  
An Incised design i s  shown i n  Figure 26(c) .  'This 
was done with a f a i r l y  blunt  bamboo too l .  Other t o o l s ,  
such a s  a kn i fe  o r  needle t o o l ,  could be used t o  give a  
d i f f e r e n t  e f f e c t .  The design shows a c r i s p  l i n e  accented 
by the furrowed c lay  along the  edges. The technique i s  easier 
t o  control  than using a  brush. The design would work wel l  
as a  spot design on a  l a r g e  c y l i n d r i c a l  f o r q  o r  i n  the  cen- 
t e r  of a  f l a t  p la te .  The l i n e s  a r e  bold and d e f i n i t e  making 
a simple statement which would no t  work i n  an over -a l l  pat -  
t e r n  but must be sustained by p l a i n  a r e a s  of t h e  p o t ' s  wall .  
Mishima, a technique of Inlaying engobe, was used i n  
Figure 26(f). The design i s  f i r s t  c u t  o r  impressed i n t o  
the leather-hard clay.  Then, using a s o f t  brush, t he  engobe 
i s  s t ippled i n t o  the  l i n e s  f i l l i n g  them l e v e l  wi th  the  sur- 
face. After  allowing it t o  dry,  t h e  excess engobe i s  scraped 
away with a metal tool .  Another method i s  t o  cover t he  sur- 
face with melted wax, then c u t t i n g  through the  hardened wax 
i n t o  the c lay  and applying the  engobe. The wax r e s i s t s  t h e  
engobe and only the l i n e s  f i l l  up. The wax i s  removed in 
f i r i n g  producing a  very nea t  l i n e .  The design i s  sharp ly  
defined agains t  the  c l a y  surface .  This design could be used 
on cylindrical or f l a t  p ieces  where a c e r t a i n  aaount of 
refinement i s  des i red such as  on serving pieces .  This 
method produces a  more ref ined decorat lcn  than i n c i s i n g  
because there  i s  no t  t h e  rough edge produced by t h e  h i r e .  
Animal forms were commonly used by early p o t t e r s ,  
pa r t i cu l a r ly  b i rds  and sea  animals. In  Figure 28 a s e r i e s  
of animal motifs are  shown done i n  a  v a r i e t y  of techniques. 
A b i r d  shown i n  Figure 28(a) i s  simply s t a t e d  with th ree  
strokes of the  brush. The l i n e s  show a motionless form. 

The form could be used as a s p o t  decorat ion on a spherical 
pot. 
The f i s h  shown i n  F igure  28(b) exhibits a contrast- 
ing qua l i ty*  The curve of the body and the short ,  qvick 
strokes give a f e e l i n g  of motion. This d e s i g n  seems more 
successful than t h a t  of the b i r d  as the f i s h  adds a lively 
qual i ty  t o  the form of a pot .  Figure  29(a) shows the leap- 
ing fish on a spher ica l  pot .  Another use o f  a fish motif 
i s  shown i n  Figure 29(b). Here, instead of  a l e a p i n g  
motion, the  succession of f ishes i s  used 8s a banded decora- 
t ion showin? a wave o r  swimaing motion which carries the eye 
around the form r a t h e r  than ho ld ing  the i n t e r e s t  a t  one 
spot. The process of s g r a f f i t o  was employed In t h i s  a o t i f .  
Red engobe was brushed onto t he  vase and the d e s i g n  vas then 
scratched t h r o u ~ h  the  enqobe emoskng  the  clay M y .  
The photograph i n  Figure  30 shows a d o r s a l  vfev of a 
crayfish. The segmented appearance of the jointed body and 
appendages suggests  t he  use  of a f r i s k e t  t o  execute the 
motif a s  i t  allows much c o n t r o l  over  the 8 e s i m -  
28(c) shows t h ~  c r ay f i sh  with a s u ~ r e s t i w  of S v i ~ ~ ~ c ~  
motion. The c i r c u l a r  p a t t e r n  s e t  up by t h e  an+enrAab and 
body would adapt t h i s  form f o r  use  in the center of a ?'-stem 
m i t e  d i f  frrent f e e l i n g  i s  achieved In F i g u r e  2P(d) 
the crayf ish  i s  i n  a  static p o s i t i o n .  A friskrt was a m i n  
Used with blue engobe t o  show t h e  s p ~ m e n t a l  c h a r a c t e r i s t i c s  
Of t he  subject .  The vessel  shobm i n  Fipurr i s  dacoratpd 
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,it% tflp p e z - ~ y f i ~ h  r i 9e  d k h  9 fris'let us3 nrj blue rngobp f n  
panels by areas of ~ P X ~ P .  3 e f!lv$sicn of' the 
vessel f n b  a ser8as or paneXs m k ~ s  it R F ~ P R F  to bp s~allep, 
A repeat pa%tem axsfrsft the starfl,+ -rstar?p is shnm In Fipura 
28fe)* %P stazp .wens forrrrpd auk a* clay and flred, The 
design could be ada~ted as a bader decoratlsn #a a bott le ,  
howl, OF on *&e pcz%mete- sf a plate. 
Figwe 32(a! shows a seahorsa, me trremlarltp of 
the surface of the body suggests usfne it as an incised 
th i s  m%if. It is s f i m  In  Figme 28(fl. The scallaped 
l i n e s  give it a lively feeling, Since the design is rather 
intricate it would ~ i v e  a cluttered appearance if repeated 
too often on a vessel. Therefore it works a a s t  effectively 
as a spo t  motif. 
Figure 32Cb) shows a sea horse executed in mishima 
us in^: red engobe on a spherical ~ o t .  %is &sign would have 
been more successful if wax had been employed because in 
scraping away the excess engobe the surface of the pot was 
marred. 
The sea urchi~. , Figure 32(6), shows an intriguing 
pat te rn  on its dorsal s i d e ,  This d e s i g n  adapts we11 to use 
as a stamped decoration as s h m  in Figure 32(c)* The 
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,traight-sided form was paddled t o  produce a  four-sided pot 
showing a  s l i g h t  tex ture  in the background resu l t ing  from 
the string-wrapped paddle. This cont ras t s  with the texture 
of the motif t o  produce an in te res t ing  decoration. 
Another type of decoration which was practiced by the 
Indians tends more toward a  sculptural  nature than merely 
decorative. However, it can be employed a s  a  decorative 
technique on a  vessel  form. Figure 33 shows two adapta- 
t ions of b i r d  forms t o  vessels.  On the l e f t  an owl motif 
i s  employed. The face i s  decorated by adding a  beak and by 
impressing p e l l e t s  of c lay fo r  the eyes. To add in te res t  t o  
a l l  s ides  of the pot a few flowing l i n e s  were incised t o  
indicate wings. The remainder of the surfa s textured 
with the point  of a can-opener t o  give a feacner-like tex- 
ture. The b i r d  pi tcher  on the r i g h t  i s  a vl adap ta- 
t ion of a pi tcher .  Tvo p e l l e t s  of clay were applied a t  the 
sides of the spout transforming the spout into  a beak and the 
p e l l e t s  becoming the eyes. The neck was banded wi th  three 
l i n e s  of white engobe and a  c i rcular  spot of engobe was 
applied t o  the belly.  Three pulled appendages were added t o  
become the legs  and t a i l .  The stamped decoration ie 
body gives an i ~ r c s s i o n  of feathers and carr ies  interest  t o  
all p a r t s  of the pitcher. 

Motifs which have been ut i l i z ed  i n  the past have gen- 
erally consisted of an e n t i r e  organism. I n  search of new 
motifs the pot te r  looked t o  t h e  f i e l d  of b i o l o g y  f o r  i n t e r -  
na l  pa r t s  of flowers, c r o s s - s e c t i o n s  through stems, and 
various microscopic organisms. P o t t e r s  have always worked 
with the techniques and m o t i f s  a v a i l a b l e  t o  them. This 
potter  f e e l s  i t  i s  Impor tant  f o r  the potters of today t o  
utilize the  achievements of t h e  f i e l d  of microbiology. The 
scientists have opened u.p an entirely new world of pa t t e rns  
which can be used. 
Stamens and p i s t i l s  of flowers offer a p o s s i b i l i t y  of 
a brush-stroke motif .  F i ~ u r e  34(a) shows a s impl i f i ed  form 
Of the  fl-l. p a r t s  i n  brushwork us ing  blue engobe. h e  
swee~inr! s t roke  l n d i c a t a s  t h e  sepals, several s t rokes  arc 
t o  show t h e  f i l amen t s  of t h e  stamens and quick strokes 
with the t i p  of the brush t o  show t he  anthers. This motif 
be Used  on s large, spherical  po t  in a scot  designm 
It could be used in two v a r i a t i o n s  with d i f f e r e n t  effects* 
By l e n ~ t h e n i n j  the v e r t i c a l  s t r o k e s  It would e ~ h a ~ ~ ~ ~  the 
of the pot; if the hor i zon t s l  stroke  red^^^^^^^ the 
pot would appear broader. 
'Ihe dande l ion  seed shown i n  F1-F' 34(b) 
with a s l i p - t r a i l e r  using p e e n  e n g ~ l  he feathery effect 

was achieved by combing o u t  t h e  s l i p  u s i n g  a needle  t o o l .  
 his motif could be app l i ed  t o  a c y l i n d r i c a l  vase. The 
vert ical  l i n e s  of t he  des ign  would emphasize the s t r u c t u r a l  
l ines of t h e  po t  and cause  i t  t o  appear t a l l e r .  
Galls  found on t h e  stems of p l a n t s  can be employed 
as motifs i n  va r ious  ways. Figure 34(c)  shows the  g a l l s  
done by s l i p - t r a i l i n g .  Th is  technique p r e s e n t s  a problem 
because the engobe was b u i l t  up t o  i n d i c a t e  the shape of 
the  g a l l  and it cracked in dry ing  and firing. T h i s  could be 
remedied by making an engobe with ca lc ined  clay o r  f i n e  grog. 
The next use of t he  g a l l  shown i n  Figure 3k(d) was more 
successful t e c h n i c a l l y  because the  des ign was applied with 
the brush using just a t h i n  layer  of engobe. A ~ o t h e r  of 
cxemziirap Tags =+,if fs s h m  2~ FIgt~re 3C, %c pattern m s  
k ~ i s ~ d  ic% $he crlinSrica vaje, "ere one sees the vertical 
H41~5 emhasizfrtp; %he stmckral fo1w of t h e  vase. Another 
e? thfs E7,csfign - l d  %-.1. nsc hurfzorrt#kl l i n e s  bandag 
thp pet ~ s k f n . ~  2% arppar to shorter. 
A EFass-srctlon t b m g h  a stem presents a ?at -  
*ose ~ ~ E P S  are Zorwtj bp the vericus t i~sUeS of t h e  
~ f f ~ r i n a  a rsd is l lp  s ~ t r i c a l  pattern rflich is inter- 
?yet@ in Fipure 4 ( e )  * Sgreffito is e m p l o p d  to show the 
% ~ P S  thrau~h the re& engobe. This 8esfCn ofrers 
OOer-al 1 p a t t ~ r n  rmfch can be used either as an 
OF intrrnal drcorg&lan on pot. Figure 36 s h m  
"a\ 
1 

bowl form decorated on t h e  I n s i d e  wi th  t h e  s g r a f f i t o  design 
of a woody stem. The c i r c u l a r  h o r i z o n t a l  lines banding the  
pot  and the s t r a i g h t  r a d i a t i n g  l i n e s  work toge ther  t o  
emphasize the burs t ing appearance of t he  form. Figure 37 
shows a b o t t l e  form decorated with a  v a r i a t i o n  of the  same 
motif. Here the  c e n t r a l  c i r c l e s  form a band around the m i d -  
dle of the b o t t l e  and the  ho r i zon ta l  l i nes  above and below 
the center  ca r ry  the  eye around the  spher ica l  form. The 
ver t ica l  l i n e s  come c l o s e r  toge ther  near t he  neck and base 
and emphasize the c o n s t r i c t i o n  of these  a reas ,  
The depos i t s  of s i l i c a  in the  c e l l  wall 
present a very d e l i c a t e  and beaut i fu l  pa t t e rn  
photograph i n  Figure 38. The l i n e s  of the pat 
well be adapted t o  a c i r c u l a r  no t i f  as  shown 
diatoms 
en i n  the  
can very 
Sl ip - t r a i l l ng  was em~loyed using green engobe over a red 
bachzround. After applying the c i r c l e s  the engobe was 
Out usinp e needle too l ,  This d e s i q  Was used en a 
? la t e  a s  shown In Figure 39(a) . Ye.e'low engobe was t ra i led  
O v e r  a  red background. The c i r c u l a r  bands and the radiat ing 
l i n e s  follow t h e  s t r u c t u r a l  lines of the p l a t e  and adapt 
themselves very well t o  the c i r cu la r  form* Another way of 
the diatom motif is by callowing the natural  f inger 
ridges f ormrd i n  throwing the pla te  t o  show and then adaing 
: 
radia t ing r idges.  is shown in Fimm 30(b)= 
The texture  of the scales on r app le  offers an 




/ in te res t ing ly  Imbricated pattern a s  seen i n  Figure 40, i Figme 41 shows a b o t t l e  form decorated with a repeat pat- 
1 tern using a stamp. The hexagonal stamp works best In a 
i pattern where the s i d e s  are placed adjacent to  each other 
I giving a scaly appearance t o  the bottle. 111. DIRECT USE OF THE NATURAL FORM FOR DECORATING 
I 
I Another approach t o  decoration i s  the use of same 
 art of an organism directly as  the decorating tool  rather 
than just the subject of the motif. 
The scales  of a pine  cone create an interesting tex- 
ture as shown in Figu mp 
I a textured appearance 
C 
I of the cone. The bow 
I 
in a random 01 
I 
i The snl 
I *en imprsssea l n c o  
I can 
for; 
'L p a t  
plan' 
a fol 
; a s t r  
-L'l n a  L 1-CD553ulca that  
led wi, 
t a i n  creates a f i ~ e l y  texturec line 
rm. The spike and the sre 
I shown in be 42. Here t h e  desiqr? is used sirnpZp as  two 
I 
I bands w i t h  vertical  connec t ing  l i n e s .  
?asses can be emlo.-ed a s  a natura l  fri The 
the I e ~ f  is simile? to a brush stroke; 50wevl 
e 
I 
1 tpchniqun erna?oyed renders I t  i n  reverse a s  the c lay  b m ~  
in t h e  shaap. atscretion shm?-d be used in the selee- 
3 
I t ion  Of the 1-caves and ~ r r a p c i n g  them 8 s p o t  design so 
that the  d p s i p n  does n o t  look like s o l e t h i n g  accidentally 
I' 
/ *  
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China Clay 25 parts 
F a l l  Clay 25 parts  
Feldspar 25 parts 
-P',int 25 parts 
We~neslum Carbonate 5 parts  
Colemanite 5 parts  
Zircopax 5 parts 
The c o l o r a n t s  wfilch may be added are: 
Blue Cobalt oxide 
Green Copper oxide and some nickel oxide 
Red Fed iron oxide 
Y e l . 1 0 ~  Yellow s t a i n  
Since the decoration res treated on the raw c lay  body 
the ~ l a z l n g  is not  an integral  part of the decoration. 
ever, glaze does change the appearance of the motif, usually 
ma kin^ I t  more subtle; on the other hand, it i n t e n s i f i e s  blv \ 
L 
A transparent glossy glaze and a semi-transparent 
a& gl"i~0e df t h e  potter's f'o~mbat3.m haye BPPR ~ s e d  03 the 
dee~rate?rl vessels, 1%~ P a ~ m l a s  ?Q? these glazes &year  
ir, FL,+ras b and b?, 
'T&~iorrs types af c 'eea~at fng to9Xs a~y ' sp6 ,  
m n These a r e  shmm ir, ~ f g u r ~  &, cso? left ta 1-2gBt am SP,WX 
Frfsket,  j a ~ k - ~ f f e ,  can-meee~,  J a ~ w ~ c s e  bmsh, slfp- 
trafler, skaq, ~ e e d X e  teal, fne ls fag  tool, w t ~ e  2~ 
'Be tflps w p m  ~ & e  s f q i p  by F Q P E I F , ~  the% out W%tk S 
cornon- hmsehalc! rslLtng-ain -4 cutting thea inte s i x  bs&h 
squayes, 
S o m ~  ~ o t ~  ye,- on the Ad~meed  Bl~t @-3'?afV 
electrTc wheel and others sn the Setherbp kick afh-1, 
? Q c I  u r x ,  L=a--.r nn &E. kf ck *eel, me pots  WPe dee* 
23 --* 
"gt~5 or, a B m E Z n p  &pel F or: t3e Mck vfs,~eZ, 2 , ~ z z  
eh*S@aTs verc veiaheE out ~ s f s q  %%auo scsre, 
* 
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~ ~ T I E P  %s E-EF T wes 5 3 ~ ~  f  t5e Psragon c l c c ? ~ i c  ki% a% 
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CONCLUSION 
I n  any c i v i l i z a t i o n  which one can study, there  vill 
be examples of very s e n s i t i v e l y  used decorations on pottery.  
The d e c o r a t i o n s  which are most successful  wlll add l ive ly  
enrichment t o  an a l ready good form. Likevise, e x a q l e s  can 
be found which are i n s e n s i t i v e  and unimaginative. In the 
h i s t o r i c a l  s tudy t h e  p o t t e r  sought the  more successful 
mot i f s  and attempted t o  determine why they were successful. 
Severa l  conclusions can be drawn from t h i s  h i s t o r i c a l  
study, The b e t t e r  decora t ions  made a  simple statement of 
the motif r a t h e r  than e labora t ing  on the a inute  d e t a i l s .  
The p o t t e r s  who were i n t e r e s t e d  i n  adapting motifs su i tab ly  
t o  their forms genera l ly  had better r e s u l t s  than those who 
merely i m o s e d  t h e i r  eecorat ians on the surface format. In 
the declining periods of the Greeks, f o r  example, they 
becam so concerned with making a r e a l i s t i c  representation, 
rvrn a t t r m p t i n ~  t o  show dep th ,  t h a t  the decorations no 
longer  fit t h e  sur face  of the pots  but violated those exter- 
nal contours. 
Although one can see  t h a t  decorat ions were used fo r  
various reasons ,  such a s  s t o r y - t e l l i n g  or symbolism, the 
most s u c c r s s f u l  ones were those which achieved t h i s  purpose 
while enhanc ln~  the form. When s to ry - t e l l ing  became the 
89 
sole basis f o r  t h e  decora t ion  i t  no longer f i t  t h e  forn.  
BY s tudying how t h e  decora t ions  were done, what types 
were used and why they were u t i l i z e d ,  one can begin t o  
unde r s t and  how the e a r l y  craftsmen solved t h e i r  problems. 
However, the  p o t t e r  f e e l s  t h a t  t o  merely d u p l i c a t e  what has  
been used i s  not enough. It i s  impossible a t  the  time t o  
r e c a p t u r e  the  s p i r i t  of something accomplished cen tu r i e s  ago 
i n  an e n t i r e l y  d i f f e r e n t  type of c i v i l i z a t i o n .  There a r e  no 
s e t  r u l e s  t o  fo l low and no f ixed  techniques or ma te r i a l s  t o  
use. The o n l y  way one can f ind  good decora t ions  i s  by 
imagining,  exp lo r ing ,  d i scover ing ,  and experimenting. 
The p o t t e r  found t h a t  by using h i s  motifs experimen- 
t a l l y  on tiles he could accustom himself  t o  applying a cer-  
t a i n  d e s i ~ n  wi th  a p a r t i c u l a r  t o o l .  This  he found was an 
e f f e c t i v e  way t o  s e e  haw the i n t e r p r e t a t i o n  of t he  motif 
could F r  adapted t o  c lay .  This  o f f e red  a good so lu t ion  t o  
t h e  necessity of expr r imenta t ion  v l t h o u t  a t  f i r s t  ruining a 
pot w i t h  the a p p l i c a t i o n  of a poorly-executed design. The 
des igns  which wrrs then  appl ied  t o  the  v e s s e l s  u sua l ly  
showed l o r e  f i n e s s e  because of the  p r a c t i c e .  
The t r a n s l a t i o n  of a design t o  a p a r t i c u l a r  type of 
p o t  showed t h e  e f f e c t  of  i t s  l i n e a r  doainance i n  the appear- 
ance of the form. Vert ical  l i n e s  emphasize t h e  height ;  hor- 
i z o n t a l  lines broaden a form; diagonal  lines show more 
a c t i o n ;  lines coming c l o s e r  toge ther  around the  neck o r  foo t  
- 
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of a bott le  emphasize the t aper ing  shape; radiat ing lines 
make a mund bowl seem t o  burs t ;  and breaking a form into 
several areas seems t o  make it smaller. 
In th i s  work the p o t t e r  has limited h i s  motifs t o  
organic forns. %is was done t o  direct and l i m i t  the study. 
m e  human forn was eliminated as it is objectionable t o  
same people t o  see the human figure used as  a decoration on 
pottery. Other organisms such as insects, spiders, and 
snakes were also purposely omitted a s  aos t  people would not 
consider such a motif as being .pleasant t o  look at .  How- 
ever, some of the patterns seen on portFons of these organ- 
isms could be adapted in pleasing motifs. 
Even though the p o t t e r  has l imited his subject there f--- 
I s  much more which could be included. The pot te r  f e e l s  he 
has just b e p n  t o  study decorat ions  and tha t  there are - i 
countless o p p o r t u n i t i e s  f o r  future consideration. 
The f i e l e  of mic rob lo log~~  affords many more i n t r i -  
nuinr: p a t t ~ r n s .  Instead of using the pa t t e rn  of a natural 
form the trxture or surface oual i ty  of the forn could be 
USPC. Cnly  a f r v  exexples of t h i s  were included but aany 
?nore art= possible. Fy e x t m l i n ~  t h e  study in to  the inorganic 
world 1nnurnrrabl.e p o s s i b i l i t i e s  e x i s t .  Textures and patterns 
i n  rocks and minerals ,  fo r  e x e ~ r l e ,  afford many potential  
d e s i g n s .  
Even though t h e  p o t t ~ r  de f in i t e ly  f e e l s  t ha t  he has 
91 
n o t  covered a l l  t h e  p o s s i b i l i t i e s ,  neve r the le s s  he has 
gained an a p p r e c i a t i o n  of well decorated p o t t e r y  and, by 
c o n s t a n t l y  experimenting,  he can continue t o  develop h i s  
a b i l i t i e s  i n  decora t ing  ceramic vesse l s .  
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